Introduction: Cold War as a cultural epoch
Recent academic and public interest in the cultural studies of the Cold War has become one of the main trends in the study of the Cold War for last decades 1 . There appeared an opportunity to research the Cold War not as a military confrontation of two political blocs but as a conflict of cultural ideas and images. As T. Shaw writes 2 , the tensions between East and West were institutionalized in the cultural production of the Cold War and due to television and cinema penetrated in hearts and minds of American and Soviet people.
The mutual distrust and public fears of a possible hegemony of the ideological and cultural "Other" have generated plots, among which the most representative genres in Western cinematography became the anti-communist films, the film noir, spy detective, horrors, and fantasies about "nuclear apocalypses". The Cold War cultural production had some national specific features in different countries and while the significant part of the Western (American 1 WHITFIELD, Stephen, The Culture of the Cold War, Baltimore, Johns Hopkins University Press, 1996; HIXSON, Walter, Parting the Curtain: Propaganda, Culture, and the Cold War, 1945-1961 London -New York, Continuum, 2005, pp. 133-141. , because it reflected the basic cultural notions of that epoch about the complicated opposition between the Soviet and the Western societies in the greatest degree. The spy detective in the Soviet popular culture represents the Soviet undercover agents as the "invisible defenders" of the Soviet state and the Soviet citizens against its external and internal enemies whose attempts "to penetrate the borders of the Soviet state": the slogan "people, to stay on alert!" was a common phrase of the Soviet Cold War propaganda in 1950-1960s. In spite of the popularity of the spy movie in the Soviet Cold War the common opinion was that the spy detectives were products primarily of Western mass culture and the Western antiSoviet hysteria, the spy detective in the Soviet cultural studies was referred to the "low genres", a kind of "pulp fiction". My opinion is that although the Western term "spy movie" was not widespread in the Soviet cultural studies, the spy genre was a very influential direction in the Soviet popular culture during the Cold War because it met the demands of both entertainment and ideological functions. While the monotonous Soviet everyday life with a number of official rules and regulations, limited entertainment possibilities and spreading "occupation novels" in a socialist realism style, the spy detectives appeased hunger of the mass audience in bright adventures, discovering the inner mechanism of the political intrigues and necessary individualism of any secret agent (which was opposed to the official Soviet "mass collectivism"
and which was not encouraged in the official Soviet rhetoric). An other specific feature of Soviet cultural discourse was that the Soviet intelligence officer was always titled as "intelligence man" (razvedchik, similar with "investigator" in Russian semantic), with completely a positive sense, whereas the word "spy" had only a negative meaning and was indicated any foreign agent, a foe, who worked against the Soviet state or the Soviet people at any level.
The popular culture and movie of the Cold War have been studied quite extensively in the West 5 for the last decades, but the Soviet popular culture and especially the Soviet spy films were not examined in the Soviet time, and they were studied partly in the contemporary Russia 
Nikolai Kuznetsov and a cult of a fearless agent in the Soviet post-war movie
The most representative spyware Soviet detective of the first post-war decade was the film Secret Agent 16 which was popular in the Soviet (especially, teenagers') audience for the several Cold War decades because it presented a very dynamic, adventurous plot and the patriotic character.
The film was devoted to the fate of the semi-legendary Soviet spy-saboteur Nikolai Kuznetsov, operating on the territory of Western Ukraine during the Nazi occupation. Kuznetsov was posthumously awarded with the title of Hero of the Soviet Union, the highest military honor, however he continues to be a mysterious figure in the post-Soviet war history and provokes many discussions in the post-Soviet culture 17 . In spite of his semi-legendary personality and popularity in the Soviet mass culture, many facts of his biography are unknown to the wide audience until now.
In the first post-war decades there were published several novels and Soviet partisans' memories about their contacts with Nikolai Kuznetsov during the war and about his charismatic personality, and the Soviet mass mythology turned Nikolai Kuznetsov into a kind of "the icon", in the exemplary spy and infiltrator of the highest level. Even post-Soviet Russia shot a TV series devoted to the fate and the anti-Nazi activity of Nikolai Kuznetsov and many documentaries.
However, in fact, Kuznetsov became known to the wide Soviet post-war audience only because his spy's cover was blown by the Germans and his final fate (death or survival) still causes discussions. But, apart from Nikolai Kuznetsov, there were several Soviet deeply secret agents during the war who having phenomenal skills of spying and being as Germans in appearance, were transferred into the German rear with their various life legends for sabotage against Nazis.
Most of them and their activities are still unknown to the mass audience. Only during last decades there were shot several artistic films and TV series devoted to the hard fates of the Soviet spies and diversionists in the war and the pre-war time 18 . Despite the fact that they were the artistic films they demonstrated the elements of the complex professional and emotional training of the Soviet agents which were in secret during the Soviet decades.
A Soviet spy "under cover" Kuznetsov posed himself as an agent with many faces and names, but having a "true Aryan appearance" -blue eyes, blond hair and a straight nose, and mastering German language perfectly -he presented himself mostly as a German Oberleutnant Paul Siebert or Rudolf Schmidt from Berlin, and he acted in the German environment all the time. The dramatic episodes in that film were interleaved with comic ones (especially in the portraying of arrogant and self-satisfied Germans, realized themselves as the "master race" in the Soviet lands during the Nazi occupation). It is not surprising that Nikolai Kuznetsov became a "cultural hero" ATANESYAN, Aleksandr, Bastards, Russia, 2006, 94'; MOROZ, Uruj, Apostle, Russia, 2008, 600'; HYDOJNAZAROV, Bahtijor, The Hetaeras of Major Sokolov, Russia, 2014, 392'. in the early post-war Soviet culture, because his bold, smart and successful operations in the Soviet post-war film could play compensatory emotional function in the Soviet mass consciousness, in the country which experienced the bloody war and the brutal Nazi occupation of the Soviet territories just several years ago. Of course, the first Soviet post-war film about the spies greatly simplified the agent's psychology and all interrelations between Soviet agents, their subagents from locals and non combat population of Nazi-occupied territories. However, picturing dramatic details of the Soviet agent's activity in the film was not required in the postwar Soviet audience: the just ended war and the Nazi occupation were so traumatic for the Soviet people that many people were not ready to see the dramatic reality on the screen. Therefore, the early post-war Soviet spy films created a kind of fairy tale about fearless Soviet agents who acted as mythological epic heroes or powerful magicians. Namely such fearless and invulnerable character should present the "heroic spirit" of the Soviet people during the war in mind of the Soviet post-war audience which continued to mourn about its killed twenty seven millions Soviet sons and daughters.
3. Soviet spy films of the "Thaw" and attempts to reflect the hot issues of the Soviet society The Soviet cinema 1940-1950s was a single-piece product, due to it only few films were coming out, despite the considerable interest of the Soviet mass audience. The limited production of the Soviet films during Stalin's rule was stipulated by the fact that Stalin believed that cinema industry was an extremely important state matter, and he often personally studied the plans for the new films, controlled the production of the film from the idea and to the script work. The Soviet studios released much more films after the death of Stalin and beginning the "Thaw" (Ottepel'), when the cinema became the most popular and accessible entertainment of the Soviet people. "Thaw" was a period of the political liberalization in the USSR, softening censorship in cultural politics, opening new themes in literature, such as experience of GULAG (in novels by A.
Solzhenitsyn, Y. Dombrovsky), widening specter of the genres in the Soviet cinema. The "Golden era" of the Soviet spy genre has started since the 1960s, the most famous and classical movies were created during that period. The spy detective gave a space for hidden allusions to depict political confrontation between the USSR and the Western bloc, which could not be discussed openly in the Soviet mass audience.
The specificity of the Soviet spy movies of the 1960-1970s was that the post-war Soviet spy films can be identified as the "war detectives" because they were devoted to the events of the recent war when the main opposition was the struggle of Soviet people against Nazis. The Soviet spy was fighting against the Nazis at the beginning of the creation of the "spy genre" in the Soviet Union, and it acquitted any spy's behavior. Despite the Cold War and the opposition between Soviet and Western blocks, the majority of the Soviet spy films of the Cold War continued to refer to the opposition between the Soviet and German intelligence services during the World War II or cooperation of the Soviet agents with the European resistance. The issue of the World War II as the "Good War" was always popular in the Soviet culture, that is why it was necessary to fight against the Nazis and to destroy them, as if it "sanctified" and justified any sabotage operation, any violence or severity of spies, not only towards the enemy, but even towards its own Soviet agents or ordinary people who could occasionally be in the circle of the espionage or saboteur Soviet people who collaborated with the Nazis during the war and escaped punishment for it after the war were described as the first source for recruiting agents; the fear to be discovered forced those people to conduct new betrayals. The second source, (as it was depicted in the Soviet spy movies of the 1970-1980s), are the criminals who are primarily interested in money and ready to do anything to get it. The third source is hidden opponents of the Soviet system. Thus, the film psychological complex of complicated feelings: fear, remorse, humiliation, resentment, despair, and due to this fact the Soviet spectators could feel some pity to those people. The drama of people who have to be "agents" against their will was first shown in the Soviet cinema. The film was an attempt to romanticize the work of the Soviet secret and counterspy services and to show that KGB defends the Soviet citizens against the Western provocations and the political intrigues abroad.
The main character of films about the "Resident" was an intelligence service officer Michael Tuljev who was born in a Russian aristocratic family which emigrated from Russia to Western Politically, it should be a Soviet answer to the popularity of the Western spy Bond, but it has to be the "Soviet Bond". Semyonov met to Andropov's demands, and after working in the archives of the KGB wrote a dynamic novel two weeks later. (We can note that Semyonov fulfilled the KGB require successfully and created the image of a Soviet agent who, by his popularity in the Soviet audience, far surpassed all Western super-spies). The character of Stierlitz reflected Andropov's own concept of the ideal Soviet secret service officer: he is to be rational, modest, absolutely loyal to his own country and above all he has to be an intellectual, who had his mission by outwitting his enemies. Distinct from Bond, Stierlitz was not a playboy and adventurer, psychologically he was closer to a mathematical researcher, or to a classic British detective: he was a cold rationalist but resourceful investigator as Sherlock Holmes. Stierlitz became a favorite hero of the Soviet mass audience, he embodied the best qualities of a Soviet intellectual, but intellectual who was not defenseless in a face of the state power but who had special abilities to defend his close people and to serve for the state. So, the spyware movie allows the Soviet viewers to see at least fragments of that distant and forbidden world. From the logical point of view, the detailed visualization of the Western places and people could be explained by the fact that the West was the world where the Soviet spies under cover had to perform their responsible job. But the Soviet spy in those films made friends in the West and participated in the bourgeois social life, never expressing his hatred to the people he lived and worked with for many years. For example, the most famous Soviet spy Stierlitz openly expressed his love to the Germans among whom he had lived for twenty years, and he stressed that he fought against the Nazi state, but not against the German people. Thus, the idealization of the Soviet agent arises through underlining his serving not only for the state, but for the people of his own country. So, the Soviet spy was presented as a man who contributed to the preservation of peace. This is a specificity of the spyware discourses in the Soviet spy cinema.
Since 1970s the Soviet spy films have become more open in picturing the professional training of the spies and the details of the espionage operations: typically, some facts from the biography of the former Soviet spy or spy actions were the basis for the Soviet spy film. It was a requirement of the realism in the Soviet cinema of 1960-1980s; but at the same time it was a reference to the true facts from the espionage history which created "a visual" and "a popular" history of the Soviet past (even in transformed forms). As a rule, the consultants for the Soviet spy films were invited from the KGB and they were themselves the former agents or their curators. The names of such consultants were either not mentioned in the captures of the film or they were mentioned under pseudonyms, but these people's advice guaranteed the "authenticity" of the details of the spy job in the Soviet spy films.
Viewers during the premiere of the spy film certainly did not know about the secret advisers from the KGB, but every Soviet spy film contained some professional details of espionage job that could only be known to those who were initiated into this craft. The ordinary Soviet citizens had an opportunity to reconstruct all "espionage occupation" through those details and such an aspect of the spy movies stimulated the creative imagination of the Soviet audience. After some time the authors of the film could freely tell people in their interviews or during their conferences with the spectators that the former agents advised them during the filming. Such attention of the KGB to the spy films was not a secret from the Soviet cinema fans, the secret was only the concrete surnames, positions and other details of agents' professional biographies. Thus, the Soviet spy cinema was mantled in the romantic aura of invisible presence of a real spy, watching spy movie was an opportunity for an ordinary person to look on the secret job, to became a kind of "an eyewitness". This aspect stimulated the popularity of the spy films (especially, among the Soviet intellectuals), even for decades after the film's release.
Many Soviet spy films were adventures only at the outer level, but their inner level presented existential reflections on man's choice of his destiny, boundaries between good and evil, loyalty and betrayal, the priority of family or duty. Such human issues turned many Soviet spy movies from adventurous films into narratives about the history of the generation. Of course, good direction and convincing actors' play added popularity to the spy films.
The Soviet spy films, in which a Soviet agent is able to win the Western intelligence service and their representatives, have indirectly shaped the conviction of the Soviet audience that «even one soldier inside the enemy can be a warrior» and as long as the Soviet state has at least one active agent, it retains invincibility. So, the spy or counterspy officer was presented as an "ideal Soviet hero", fearless, brave, intelligent, highly professional and totally patriotic. The ideological discourse of a spy's job turns into the discourse of a cultural and national identity, and it can explain the popularity of the classic Soviet spy films.
